Wayang Topeng Pedalangan: Body movements of selected characters in Jatipitutu Pitutujati / Syafiq Faliq Alfan by Syafiq Faliq , Alfan
1 
 
WAYANG TOPENG PEDALANGAN: BODY MOVEMENTS OF 








DISSERTATION SUBMITTED IN FULFILLMENT OF THE 












ORIGINAL LITERARY WORK DECLARATION 
Name of Candidate:      I.C/Passport No:  
Registration/Matric No: 
Name of Degree: 





Field of Study: 
I do solemnly and sincerely declare that: 
(1) I am the sole author/writer of this Work; 
(2) This Work is original; 
(3) Any use of any work in which copyright exists was done by way of fair dealing and for 
      permitted purposes and any excerpt or extract from, or reference to or reproduction of 
      any copyright work has been disclosed expressly and sufficiently and the title of the 
     Work and its authorship have been acknowledged in this Work; 
(4) I do not have any actual knowledge nor do I ought reasonably to know that the making 
     of this work constitutes an infringement of any copyright work; 
(5) I hereby assign all and every rights in the copyright to this Work to the University of 
      Malaya (“UM”), who henceforth shall be owner of the copyright in this Work and that       
      any reproduction or use in any form or by any means whatsoever is prohibited without     
      the written consent of UM having been first had and obtained; 
(6) I am fully aware that if in the course of making this Work I have infringed any copyright 
     whether intentionally or otherwise, I may be subject to legal action or any other action 































Wayang Topeng Pedalangan in Jogjakarta is a type of dance theatre with its actor 
wearing mask, not to be confused with Wayang Wong Mataraman which does not 
involve all of the actors wearing mask. The masks used can be divided into seven 
categories which are; (1)Mask of strong character (gagah), (2) Mask of halus character, 
(3) Mask of princess (putri), (4) Mask of monster character (raksasa), (5) Mask of 
monkeys (kera), (6) Mask of Panakawan and (7) Mask of animal characters. Another 
distinct features of Wayang Topeng Pedhalangan are the repertoire use which are the 
stories from Panji epic. The epic tells about a prince from the kingdom of Jenggala 
named Panji Asmarabangun or Panji Inu Kertapati, who is going to be betrothed with a 
princess from the kingdom of Kediri named Galuh Candrakirana or Dewi Sekartaji. 
During the night of the wedding, the princess had been kidnapped from the garden of 
keputèn by a siluman woman. Thus, the search begins and the prince also begins his 
journey far and wide to search his beloved one. Dewi Sekartaji too suddenly appears in 
a forest and begins her journey to find her beloved prince, Panji Asmarabangun. 
Through the guidance of the gods (Dewa), both of them need to change their appearance 
and need to search for each other in their journey so they can be united once again. It is 
interesting that Wayang Topeng Pedhalangan in Jogjakarta has not been covered widely 
and only recently when Dr. Sumaryono submitted his theses on ‘The Role of Dalang in 
the life and development of Wayang Topeng Pedhalangan Jogjakarta’ in 2011. This 
research however concerns with the mechanics of the acting during a performance, and 
such, the objective of this study are 1. To understand the important aspect of body 
movement of selected Wayang Topeng Pedalangan characters including the 
presentation of the traits of particular characters in ‘Jatipitutu Pitutujati’. 2. To 
understand the training process of Wayang Topeng Pedalangan actors in preparing for a 
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performance. 3. To understand the process needed for a Dalang to acquire and to 
understand the correct body language for each selected characters. 4. To examine the 
problems connected with the use of masks in the process of developing characters and 
their presentation. Through interviews with actors and those who participates in the 
performance and by watching two recorded performances of Wayang Topeng 
Pedhalangan Jogjakarta “Jatipitutu Pitutujati”, each character in the performance will be 
analyze in terms of its acting mechanic using semantic theory and the basic concept of 
language of dance where the movement will be break down to small gestures and 
movement to see the mechanics of how a character move and how they carry a dialogue 
and communicate with other characters. The outcome of this study is to see what is the 
body language perceived by the Wayang Topeng Pedalangan Jogjakarta community 














Wayang Topeng Pedalangan Jogjakarta adalah sejenis dramatari dimana kesemua 
pelakon akan memakai topeng, tidak seperti Wayang Wong Mataraman dimana tidak 
semuanya memakai topeng. Jenis-jenis topeng boleh dibahagikan kepada beberapa 
kategori iaitu : (1) Topeng watak Gagah, (2) Topeng watak Alus, (3) Topeng watak 
putri, (4) Topeng watak raksasa, (5) Topeng watak kera, (6) Topeng watak Panakawan 
dan (7) Topeng watak haiwan. Antara ciri penting Wayang Topeng Pedalangan 
Jogjakarta adalah cerita yang digunakan diambil dari cerita Panji. Epik Panji 
mengisahkan tentang seorang putera dari Jenggala bernama Panji Asmarabangun atau 
Panji Inu Kertapati, yang akan dinikahkan dengan puteri dari kerajaan Kediri bernama 
Galuh Candrakirana atau Dewi Sekartaji. Pada malam pernikahan mereka, puteri ini 
telah diculik di Taman Keputèn oleh wanita Siluman. Maka setelah itu pengembaraan 
Panji untuk mencari puteri bermula. Dewi Sekartaji yang berada di hutan juga mencari 
jalan utnuk mencari Panji Asmarabangun. Melalui petunjuk dari dewa-dewa, keduanya 
perlu bertukar wajah dan rupa untuk mencari satu sama lain agar mereka dapat bertemu 
semula. Wayang Topeng Pedalangan sangat jarang menjadi subjek kajian dan hanya 
baru-baru ini ianya dijadikan subjek apabila Dr.Sumaryono menyerahkan disertasi 
beliau iaitu 'Peran Dalang dalam Kehidupan dan Perkembangan Wayang Topeng 
Pedalangan Yogyakarta' untuk penilaian di Universitas Gadjah Mada. Kajian ini 
walaubagaimanapun hanya menekankan soal lakonan secara mekanik ketika 
persembahan, maka objektif bagi kajian ini adalah. 1. Untuk memahami aspek gerakan 
badan watak-watak terpilih dalam Wayang Topeng Pedalangan dalam 'Jatipitutu 
Pitutujati termasuk aspek-aspek fizikal dan luaran dalam persembahan. 2. Untuk 
memahami proses latihan oleh para Dalang dalam melakonkan watak-watak Wayang 
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Topeng Pedalangan Jogjakarta. 3. Untuk mengkaji proses yang harus dilalui oleh para 
Dalang untuk memahami bahasa tubuh yang betul bagi setiap watak. 4. Untuk mengkaji 
beberapa permasalahan berkaitan dengan penggunaan topeng dalam menghidupkan dan 
mengembangkan watak di dalam persembahan. Melalui soaljawab kepada para penggiat 
dan Dalang dan dengan menonton dua rakaman persembahan 'Jatipitutu Pitutujati', 
setiap watak yang dipilih akan dianalisa dari segi mekanik lakonan dan gerakannya 
menggunakan teori semantik dan teori asas bahasa tarian dimana setiap patah gerakan 
akan dicatat untuk melihat bagaimana setiap watak itu bergerak dan bagaimana mereka 
berinteraksi dengan watak-watak lain di atas pentas. Hasil kajian ini adalah utnuk 
melihat bahasa tubuh yang difahami oleh para Dalang yang memainkan watak-watak 
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